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Abstract
American composer Juliana Hall has established a reputation as one of the leading
composers of contemporary American art songs, having composed over 60 song cycles,
totaling over 300 works for the voice. Hall’s song cycle How Do I Love Thee? expresses
a narrative arc told through five selections from Victorian-era poet Elizabeth Barrett
Browning’s Sonnets from the Portuguese. The poems selected include Sonnet 3:
“Unlike,” Sonnet 43: “How Do I Love Thee?,” Sonnet 37: “Pardon,” Sonnet 21: “Say
Over,” and Sonnet 41: “Thank You.” Hall’s cycle describes the relationship between the
lover and the object of their love, including moments of doubt and apprehension, passion
and adoration, fear and anxiety, an incessant need for affirmation, and unwavering
devotion. This document demonstrates how Juliana Hall uses text painting, the
compositional technique of using music to reflect the literal meaning of a song's lyrics or
story elements, by employing rhythmic figures, intervallic relationships, melodic contour,
harmonic shifts, dynamic contrasts, and piano accompaniment in an attempt to convey
the complex emotions present in Elizabeth Barrett Browning’s poetry. The first chapter
offers a brief biography of Juliana Hall and an overview of her compositional philosophy
and process. Chapter Two explores the history of text painting and the song cycle genre.
Chapter Three provides a brief history of Elizabeth Barrett Browning’s Sonnets from the
Portuguese and introduces the song cycle How Do I Love Thee? Chapters Four through
Eight identify specific instances of text painting throughout the cycle with detailed
analyses of their effects on the poetic voice. Chapter Nine concludes with a discussion of
this work’s implications and areas for future study.
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Chapter 1
Juliana Hall: An American Art Song Composer

American composer Juliana Hall has established a reputation as one of the
leading composers of contemporary American art songs. Her compositional output
consists of over 60 song cycles, totaling over 300 works for the voice. In addition to solo
vocal works, she has produced a cantata, a chamber opera, and several collections of
children’s piano music as well as instrumental works for cello, English horn, saxophone,
and piano. Scholarly research has been performed on Juliana Hall’s compositions through
articles in music journals, such as the National Association of Teachers of Singing and
the International Alliance for Women in Music, as well as articles in the online Women’s
Song Forum. 1 Her works have been performed and discussed in numerous music
conferences, panel discussions, masterclasses, lecture-recitals, and art song seminars.
Additionally, performances of her songs are discussed in books such as So You Want to
Perform Chamber Music by Susan Hochmiller and So You Want to Sing Music by Women

1

Juliana Hall’s art songs have been featured in the following articles: Katherine Eberle,
Juliana Hall: A Remarkable Art Song Composer (Journal of the IAWM, Volume 19, No.
1, 2013) and From Words To Music: Three Song Cycles of Juliana Hall (NATS Journal
of Singing, Volume 71, No. 5, 2015); Juliana Hall, My Journey from Composer to
Publisher (Journal of the IAWM, Volume 21, No. 1, 2015) and Resurrecting a Pulitzer
Poet after a Century of Silence: Through the Guarded Gate, A Song Cycle by Juliana
Hall (Journal of the IAWM, Volume 25, No. 2, 2019); Tom Twining, Discovering
Hidden Figures (The Bryn Mawr School Website, Baltimore, MD, 2017); Nicole
Panizza, “Making Anne Sing”: Juliana Hall’s ‘A World Turned Upside Down’ (The
Women’s Song Forum, 2021).
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by Matthew Hoch and Linda Lister, and her compositions have been featured in seven
doctoral dissertations. 2
Juliana Hall’s song cycle How Do I Love Thee? is composed for soprano and
piano and sets the texts of Victorian poet Elizabeth Barrett Browning’s Sonnets from the
Portuguese. The cycle was composed for Martha Guth and premiered on September 29th,
2018, in Princeton, New Jersey as part of the fourth season of the Contemporary
Undercurrent of Song Project. As of December 2021, the first three songs of the cycle
have been recorded by Martha Guth and pianist Erika Switzer, while the final two songs
have not yet been recorded, except for the lecture recital recordings for this document.
Hall states that her compositional style seeks to “express the truth and beauty a
particular text illuminates,” and emphasizes that she is “not trying to express [herself] as
a musician or as a composer.” 3 However, by the process of setting words to music, Hall’s
personal experiences, poetic interpretation, and individual compositional style necessarily
alter Elizabeth Barrett Browning’s tone and meaning. That said, Hall’s focus on allowing
2

Juliana Hall’s art songs have been featured in the following doctoral dissertations:
Hallie Coppedge Hogan, Women of Letters: a Presentation of Art Songs inspired by the
Personal Correspondence of Women (University of Illinois, Urbana-Champaign, IL,
2002); Sharon Johnson, Veriditas: Enlivened Creativity in selected works of Judith
Zaimont, Libby Larsen and Juliana Hall (University of Minnesota, Minneapolis, MN,
2009); Nicole Panizza, Reading in The Dark: A Performer’s Encounter With Emily
Dickinson and her American Musical Interpreters (Royal College of Music, London,
England, 2012); Lenena Holder Brezna, The Night Dances-An Analysis of Juliana Hall’s
Night Dances (1987) (University of Memphis, Memphis, TN, 2016); Tabitha Burchett,
When the South Wind Sings-A Song Cycle by Juliana Hall (Indiana University,
Bloomington, IN, 2019); Jennifer Sue Piazza-Pick, See It To Be It-Art Songs by American
Women (University of Maryland, College Park, MD, 2020); Laurie Staring, Selected
Modern Settings of Emily Dickinson Poetry by Osvaldo Golijov, Ricky Ian Gordon, Lori
Laitman, Jake Heggie, Libby Larsen, André Previn, and Juliana Hall, (Indiana
University, Bloomington IN, 2020).
3
Juliana Hall, “Juliana Hall: American Art Song Composer,” interview by Ellen Hinkle,
Modern Singer, August 7, 2017, accessed October 30, 2021, https://modernsinger.com/?q=features-artists/juliana-hall-american-art-song-composer.

3

the text to lead her compositional process lends itself well to an analysis of text painting,
the compositional technique of using music to reflect the literal meaning of a song's lyrics
or story elements. This document demonstrates how Juliana Hall uses text painting by
employing rhythmic figures, intervallic relationships, melodic contour, harmonic shifts,
dynamic contrasts, and piano accompaniment to convey what she views as the essence of
Elizabeth Barrett Browning’s poetic voice.
This first chapter offers a brief biography of Juliana Hall and an overview of her
compositional philosophy and process. Chapter Two provides a brief history of Elizabeth
Barrett Browning’s Sonnets from the Portuguese and introduces the How Do I Love
Thee? song cycle. Chapters Three and Four identify specific instances of text painting
throughout the cycle in relation to portrayal of emotional variance found within the
poetry supplemented with detailed analyses of their effects on the poetic voice. Chapter
Five concludes with the implications of this work for performers and scholars.
Juliana Hall was born in 1958 in Huntington, West Virginia and was raised in the
small town of Chesapeake, Ohio. 4 Classical music was not easily accessible to her, so
Hall’s exposure to the arts came from her family, primarily her grandparents. Her
grandfather had a deep affection for folk songs and her grandmother, an English teacher,
enjoyed sharing poetry. Her mother was a pianist, and Hall began piano lessons with her
at the age of six. Hall was highly involved in her local church. At thirteen years old, she
composed her first piece: a work for flute, piano, children’s choir, and narrator based on
the creation story from the Book of Genesis. In an interview with Musica Kaleidoskopea,
4

Juliana Hall, “Biography,” Juliana Hall: American Art Song Composer, accessed March
1, 2021, https://julianahall.com/juliana-in-biography/.
Unless otherwise noted, all biographical material comes from Ms. Hall’s website at
http://www.julianhall.com.

4

Hall claims, “even though it was my first work, writing it felt very natural to me.
However, during the remainder of my teen years, I spent my musical time studying as a
pianist. A career in composition never occurred to me during those years; I had no
personal knowledge of the possibilities.” 5 She was also known to put together her own
performances of plays and musicals with her neighborhood friends and has stated that,
“even as a young child [she] was interested in every facet of drama: stories, characters,
costumes, atmosphere, and the excitement of live performance.” 6
After high school, Hall entered the Cincinnati College-Conservatory of Music to
study piano but transferred to the University of Louisville due to the death of her piano
teacher, Jeanne Kirstein. At the University of Louisville, Hall studied piano with Lee
Luvisi and received her bachelor’s degree in piano performance in 1980. Upon
graduation, Hall spent four years in New York City where she studied piano with
Seymour Lipkin and Martin Canin, and in 1984 she auditioned for and was admitted to
the Yale School of Music. Originally admitted as a pianist studying with Boris Berman,
Hall soon realized that while she was an able pianist, she never felt that she could match
the virtuosity of her colleagues. 7 Needing to fill an elective, Hall decided to try
composition lessons and began studying with visiting professor Frederic Rzewski. Hall
states that she and Rzewski got along well and that he “encouraged [her] – as someone
who had not had the benefit of an undergraduate education in composing music – to
5

Juliana Hall, “New Voice: Juliana Hall,” interview by F. D. Leone, Musica
Kaleidoskopea, May 30, 2014, accessed October 30, 2021,
https://fdleone.com/2014/05/30/new-voice-juliana-hall/.
66
Juliana Hall, “New Voice: Juliana Hall,” interview by F. D. Leone, Musica
Kaleidoskopea.
7
Juliana Hall, “New Voice: Juliana Hall,” interview by F. D. Leone, Musica
Kaleidoskopea.
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improvise, and to trust [her] fingers to take [her] to [her] own unique voice.” 8 It was
another Yale faculty member, Martin Bresnick, who encouraged Hall to change her major
to composition.
Hall earned her Master of Music in Composition from Yale in 1987. During her
time at Yale, Hall befriended another colleague, a soprano named Karen Burlingame, and
this friendship initiated much of Hall’s earliest song cycles. She and Burlingame
collaborated frequently during the two years they studied together, and Hall states that
Burlingame’s ability to "teach [her] the ins and outs of singing...” and the collaborative
study with supportive faculty “brought together [her] love of music and words and
provided [her] a foundation in composing while offering numerous opportunities to
perform [her] own works.” 9 Their collaborations were received favorably, being
recognized by reviewers such as Philip Greene with the New Haven Register, who
commented on a concert held at Yale:
Last to be mentioned in this long article, but I think finest of all the works,
we were treated to four extraordinarily beautiful Rilke Songs by Juliana
Hall. With Hall at the piano accompanying soprano Karen Burlingame, the
world of Arnold Schoenberg’s Pierrot Lunaire was juxtaposed with the
nearly-intact, then gradually distorted, Chopin E Major Prelude. These
songs were intimate, melancholy, haunting. Not as adventuresome as other
works on the program, they nonetheless belong as legitimate modern heirs
to the great tradition of German lieder ... Strong praise? Perhaps. Let other
listeners, even those who thought they hated all that modern stuff, choose
the works they enjoyed to listen to more. 10
After completing her master's degree, Hall moved to Minneapolis to study with
renowned art song composer, Dominick Argento. Hall states that she and Argento
8

Juliana Hall, “Biography,” Juliana Hall: American Art Song Composer.
Juliana Hall, “Biography,” Juliana Hall: American Art Song Composer.
10
Philip Greene, New Haven Register, April 9, 1985, accessed July 3, 2021, from
julianahall.com.
9
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worked very well together and that he “provided a huge wealth of knowledge about
musical texts in the English language as well as insights into writing music for the human
voice.” 11 Shortly after beginning her studies with Argento, Hall received her first
commission from the Schubert Club of St. Paul for young, up-and-coming soprano,
Dawn Upshaw. Hall wrote the song cycle Night Dances for Upshaw, which remains one
of her most popular compositions. Two years later, Hall received her second Schubert
Club commission for the song cycle Winter Windows, written for the Metropolitan Opera
baritone, David Malis. These two commissions led to Hall receiving a Guggenheim
Fellowship in music composition, which helped further propel her career as a composer
of American art song.
In 1995, Boosey & Hawkes published her song cycle Syllables of Velvet,
Sentences of Plush, and in 2012 Hall became recognized as Self-Published by the
American Society of Composers, Authors, and Publishers. Night Dances was her first
publication under her own name and since then all her music has been self-published.
Hall’s compositions have been performed in various cities throughout the Americas,
Europe, Asia, and Australia, introducing her works to a wide audience and establishing
her position as an art song composer.
Juliana Hall’s compositional philosophy and stylistic voice is unique, carrying the
text through a series of atmospheric effects which serve one stated purpose: to enhance
the meaning of the text. In every interview, Hall adamantly asserts that the text is the
most essential element of her songs and that it is her job to make sure that the text is
conveyed in its highest state. During her interview with Modern Singer, Hall is asked
11

Philip Greene, New Haven Register.

7

why she composes art songs, to which she articulates that she does so “to share poetry,”
and strives to limit her influence on the work as a musician or a composer in order to
express what she believes is “the truth and beauty that a particular text illuminates.” 12
Because of this compositional philosophy, Hall takes specific steps when
composing in order to achieve her goal of illuminating the poet’s voice with her music.
First, she searches for poetry that fits together to form a cohesive song cycle, whether
because the poems form a narrative arc, or because they are collected based on a certain
theme or poet. Hall states that “the words and the ideas they represent are the most
important element of any song cycle. Without a solid idea, and without the right words to
give form to a solid idea, all you have are bits and pieces of music.” 13
Hall looks for texts that are primarily lyrical and serious in nature, ones that
“seem to have music in them,” focusing on subjects that deal with themes such as life,
love, time, and death. 14 After selecting the poetry for her compositions, Hall studies the
texts thoroughly, looking up definitions of unfamiliar words, investigating sociocultural
contexts, and reading the poetry repeatedly to grasp the ideas that the poet is presenting.
After reading the poetry, she then speaks the poem aloud numerous times so that “the
meaning, sound, and rhythm of the text are at the front of [her] conscious thought.” 15 Hall

12

Juliana Hall, “Juliana Hall: American Art Song Composer,” interview by Ellen Hinkle,
Modern Singer.
13
Juliana Hall, “Juliana Hall: American Art Song Composer,” interview by Ellen Hinkle,
Modern Singer.
14
Frances Wilson, “Juliana Hall: Composer,” Meet the Artist (blog), May 2, 2018,
accessed November 2, 2021, https://meettheartist.online/2018/05/02/juliana-hallcomposer/.
15
Juliana Hall, “Juliana Hall: American Art Song Composer,” interview by Ellen Hinkle,
Modern Singer.
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describes her compositional goal and how this process is effective when composing a
new piece:
My goal is to transparently convey words through music, and meaning
through text setting and text painting, so I research the text...I read each
poem or text over and over - out loud - to get a feeling of how the words
feel in my mouth (and how I think they might feel in the mouth of the
singer as [they] perform the piece). In every way possible, I try to know
what a text is saying, how it is constructed, what its unique qualities may
be, where a certain word may invite a lyric curve in the vocal line or
where detached articulation may bring the text's meaning more
emphatically to life... 16
In her intense focus on the natural inflection and meaning of the poetry she sets,
Hall’s quotation supports my view that, in setting Barrett Browning’s poetry, she is
attempting and intending to center Elizabeth Barrett Browning’s poetic voice. However,
in Hall’s process of analyzing and interpreting the text, Barrett Browning’s words are
unavoidably filtered through Hall’s own compositional lens. Hall believes her process
allows her to compose the vocal line of her works to reflect the natural spoken inflection
of language. She comments that her goal of “total textual transparency” is achieved by
“following a text’s natural rhythm, down to the level of each syllable” and that the correct
setting of the text’s natural rhythm leaves room for the harmony, melody, and timbre of
the music to enhance the meaning of the text, allowing the poetry to “speak” to the
listener. 17 In addition, Hall’s verbal process of speaking the text aloud to observe how the
words might feel in a performer’s mouth when singing them means that, from a
performer’s point of view, the songs simply “fit” into the voice, and their lyrical nature
makes them feel easy to sing. Once Hall has studied the texts, she improvises at the
piano. Hall claims that this technique feels most natural to her and was encouraged by the
16
17

Juliana Hall, e-mail message to composer, January 17, 2022.
Juliana Hall, “Biography,” Juliana Hall: American Art Song Composer.
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composition faculty at Yale. 18 When improvising at the piano, Hall plays various
combinations while singing the vocal lines until finding a synthesis of piano and vocal
music that she feels serves the nature of the text properly. 19
Hall’s methodical approach to composition lends itself to certain stylistic
elements that appear in her works. In her interview with Schmopera, Hall was asked how
she and others have characterized her musical aesthetic. She claims that she draws
musical influence from earlier American and English-language art song composers such
as Dominick Argento, Samuel Barber, Lee Hoiby, George Crumb, Bejamin Britten, John
Ireland, and Ralph Vaughn Williams, but she characterizes her compositional language as
her own version of extended tonality that “shifts between fleeting tonal areas or layers
several different tonal areas one upon another as the text is depicted...” 20 Hall’s
compositional voice often moves between tonality and atonality to accentuate a particular
line of text or the atmosphere of the poetry.” 21
Hall eschews traditional academic compositional practices, so her work often
defies methodological theoretical systems of harmonic analysis like set theory,
Schenkerian analysis, and others. In her interview with Sparks and Wiry Cries, Hall
explains that she is frequently asked whether she uses set theory or other compositional
techniques to create her song cycles. She is modest in her response, claiming that she
“truly wouldn’t even know how to approach composing by utilizing a system or a
18

Frances Wilson, “Juliana Hall: Composer,” Meet the Artist (blog).
Frances Wilson, “Juliana Hall: Composer,” Meet the Artist (blog).
20
Juliana Hall, “Talking with Composers: Juliana Hall,” interview by Jenna Simeonov,
Schmopera, June 21, 2017, accessed October 29, 2021,
https://www.schmopera.com/talking-with-composers-juliana-hall/.
21
Juliana Hall, “Talking with Composers: Juliana Hall,” interview by Jenna Simeonov,
Schmopera.
19
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method,” acknowledging, however, that she believes on an unconscious level there are
perhaps elements of theoretical construction within her song cycles, and that she has a
“good sense of structural integrity and musical architecture that mirrors the particular
poem.” 22 Thus, one might say that Hall’s compositional process is methodical but not
formally methodological. According to Hall, any instances of preexisting theoretical
methods present in her music are unintentional. However, she employs a structured,
consistent process of composition that she believes allows her to prioritize the structure
of the text.
The most prominent feature of Hall’s music is her use of text painting brought
about by her desire to emphasize certain aspects of the poetry. She comments that the text
plays an integral role in her compositional process and provides the foundation for her
compositions, giving her “the imagination, the colors, the feeling, the emotion, and the
structure, everything [she] need[s] to write the piece.” 23 Hall believes the poet provides
the atmosphere, context, and tone for the music on which she elaborates with her text
painting. Regarding text painting, Hall remarks that she attempts to “supply a sense of
color, atmosphere, a sense of time and rhythm, that will open the listener’s imagination to
what the words are saying” and emphasizes that “text painting plays an important role in
much art song composition, as it speaks to that listener’s imagination directly.” 24
22

Juliana Hall, “Juliana Hall, On Composing,” interview edited by Lucy Fitz Gibbon,
Sparks and Wiry Cries, accessed October 29, 2021,
https://www.sparksandwirycries.org/magazine/2018/1/11/composer-profile-juliana-hall.
23
Juliana Hall, “Juliana in Press Quotes,” Juliana Hall: American Art Song Composer,
accessed March 1, 2021, https://julianahall.com/juliana-in-press-quotes/.
24
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Hall’s views on text painting are embodied through her use of distinctive aspects
of text painting in her songs, such as rhythmic motives, melodic contour, harmonic
coloring, diminished or augmented chords, dynamic contrasts, intervallic relationships,
and atmospheric elements created by the piano accompaniment. Hall’s experience as a
pianist is shown in her music. She writes piano accompaniments that are more balanced
with the vocal line, often serving as a “duet partner” and creating atmospheric elements
that supplement the text. When discussing writing the accompaniment for her art songs,
Hall comments that “there is much interest to be had from the interplay between voice
and piano that goes far beyond the traditional formula of soloist and accompaniment. In
art song, we have the potential for two very equal partners to work together to depict
text…” 25
Hall also employs text painting by writing for certain voice types tailored to the
mood and color of the poem. She explains that she always considers what voice will sing
a piece before she composes it and that the text serves as an indicator of the proper voice
type, stating that “some texts are light and transparent, while others are thick and heavy,
or some have deep, rich colors and images while other texts may have a sense of
playfulness or whimsy.” 26 Each of her compositions contain certain colors or atmospheric
elements that aid in highlighting the writer’s poetic voice, and her use of particular voice
types for particular texts adds dimension to those tones and atmospheres. Lyrical vocal
lines characterize her works, even in areas of atonality and disjunct nature, and reflect the
natural rhythm and inflection of the spoken word, thus organically emphasizing areas of
25
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importance. Hall often employs dynamic contrast in direct relation to the text, using
onomatopoeic effects such as a crescendo on the word “louder” or using a softer dynamic
level on words such as “quiet” or “disappear.”
This document will examine how Juliana Hall’s use of text painting elements
contributes to her goal of centering the emotional meaning of Elizabeth Barrett
Browning’s words and musically capturing the multilayered complexities of human
emotion during a relationship. The text-painting examples analyzed in this document
transcends theoretical practices of “literal” text painting, such as the compositional
placement or gesture of a word, but centers the emotional complexity of the music, and
how Hall’s text painting exhibits and amplifies those emotional meanings. For example,
Chapter Three will explore elements of emotional non-acceptance, primarily throughout
“Unlike” and “Pardon, with a few examples from the remaining songs. These emotional
portrayals include sentiments of apprehension, uncertainty, anxiety, inadequacy, and a
fear of abandonment that the speaker struggles with throughout the cycle. In opposition to
the negative emotional attitudes of Chapter Three, Chapter Four will investigate elements
of emotional acceptance, predominately through “How Do I Love Thee?,” “Say Over,”
with a few examples from “Unlike” and “Pardon.” These examples include musical
representations of love, tenderness, compassion, adulation, exaltation, validation,
commitment, and acceptance.

Chapter 2
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Juliana Hall’s How Do I Love Thee? as Adaptation of Elizabeth Barrett
Browning’s Sonnets from the Portuguese

Juliana Hall’s song cycle How Do I Love Thee? draws its texts from Elizabeth
Barrett Browning’s famous collection, Sonnets from the Portuguese. Elizabeth Barrett
Browning’s life and contributions to Victorian literature and poetry have been discussed
by scholars across many fields, and her poetry has been used by composers such as Libby
Larsen, Ned Rorem, and Amy Beach. Of particular interest among scholars is her lifelong
affliction with a muscular disorder that left her dependent on opiates and morphine,
which researchers like Alethea Hayter have argued might have contributed to the vivid
imagery found in much of Barrett Browning’s poetry. 27 Due to this illness, she was
confined to her home for years, giving her much time to read and write.
In 1844, she published the two-volume Poems, which caught the attention of
another poet, Robert Browning. 28 Robert wrote to Elizabeth, "I love your verses with all
my heart, dear Miss Barrett," praising their "fresh strange music, the affluent language,
the exquisite pathos and true new brave thought." 29 On May 20th, 1845, Elizabeth and
Robert met and began a courtship that they carried out in secret due to her father’s
disapproval, eventually eloping. While Elizabeth had made a name for herself as a poet
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long before meeting Robert, their relationship had significant influence on her poetry,
inspiring two of her most famous works: Aurora Leigh and Sonnets from the Portuguese.
Elizabeth Barrett Browning’s Sonnets from the Portuguese is a collection of 44
love sonnets written between 1845 and 1846. The sonnet, derived from the word “song,”
is a poetic form consisting of fourteen lines of poetry each containing ten syllables.
Browning uses a particular style of sonnet known as the Petrarchan sonnet, developed
during the Renaissance and named for the Italian lyric poet, Francesco Petrarch.
Petrarchan sonnets divide their fourteen lines into two sections. The first eight lines, also
known as an octave, follow the rhyme scheme of abba abba. The second section contains
six lines, called a sestet, and follows either a cd cd cd or a cde cde rhyme scheme. 30 A
unique poetic feature of Petrarchan sonnets is the volta, Italian for “turn,” in which the
thought, mood, or tone of the poetic voice changes significantly. 31
During the twenty months of their courtship, Robert and Elizabeth wrote almost
600 love letters to each other, inspiring Elizabeth to chronicle her emotional state
throughout their relationship in her sonnets. 32 After their elopement, Elizabeth showed
the sonnets to Robert, who claimed that “they were the best sequence of Englishlanguage sonnets since Shakespeare's time.” 33 He urged her to publish them, but she felt
hesitant, claiming that they were too personal. However, she eventually decided to
30
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publish them under the false pretense that they were a “translation” of foreign sonnets
and contained no correlation with her life.
Lorraine L. Bartowski Gray describes Sonnets from the Portuguese as the
“revitalization of amatory sequence which had been neglected for two centuries.” 34 In
addition to the sonnet, Barrett Browning also incorporates elements from the new,
Victorian style of poetry known as the dramatic monologue. A dramatic monologue is
defined as “a poem written in the form of a speech of an individual character to an
imaginary audience; it compresses into a single vivid scene a narrative sense of the
speaker’s history and psychological insight into their character.” 35 Polly Butler Cornelius
summarizes the narrative of Sonnets from the Portuguese in her dissertation on American
art song composer Libby Larsen’s adaptation of the collection as follows:
Within Sonnets from the Portuguese, Elizabeth Barrett Browning
described a series of emotions she experienced through her entire
relationship with Robert Browning. She tried to resist his love, slowly
responded, surrendered (XVI), read his love letters (XXII, XXVIII),
experienced separation (XXIX,XXX), was addressed by her endearing pet
name (XXXIII), accepted his offer (XXXV), recalled his kisses
(XXXVIII), apologized for her earlier distrust (XXXVII); pledged love
even after death (XLII, XLIII) and finally gave him the gift of poems
(XLIV). 36
Cornelius synopsizes the narrative arc of Sonnets from the Portuguese through a series of
emotional beats, which Hall conveys musically in her adaptation. The vivid imagery and
desires Elizabeth Barret Browning communicates can be rendered musically through
34
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atmospheric effects, lush harmonies, and text-painting techniques, all of which Juliana
Hall utilizes in her song cycle How Do I Love Thee? The chapters in this document
explore these emotional moments by analyzing the text painting elements of the
composition that convey sentiments of resistance, adoration, anxiety, inadequacy,
validation, commitment, and surrender through Hall’s music.
How Do I Love Thee? was composed in 2015 and received its first performance
on September 29th, 2018 in Princeton, New Jersey as part of the fourth season of the
Contemporary Undercurrent of Song Project. The pieces premiered at a concert entitled
“Who is She, Then?” featuring soprano Martha Guth accompanied by Erika Switzer. This
concert was designed to “celebrate women and the many sides of their humanity,”
showing women at their best and worst through song. 37 Hall’s song cycle How Do I Love
Thee? was programmed to portray women in their most loving state and in this concert
was juxtaposed with other works showing the multiple facets of women. 38 When asked
about selecting these texts, Hall comments :
Elizabeth Barrett Browning is one of those "stars" of the public domain...I
always wondered how it would feel to set her work...In addition, I went to
study with Dominick Argento in 1987...and she was one of many authors
we discussed in my lessons. The singer for whom I wrote these songs did
not ask for any particular poems...so I thought I would check to see
whether any of [Barrett Browning’s] sonnets might work...[I found] a set
of sonnets that would go together effectively to portray...a real-life love
story, with all the ambivalence, trepidation, and other real human
emotions we may feel going through this journey of love...and not so
much an idealized story of "all happy all the time." Browning's poetry
portrays a vast array of emotions and intellectual views about love. 39
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Hall states that she has enjoyed listening to a variety of singers online, and states
that “every now and then, [she] comes across a singer whose vocal beauty and musical
intuition create the most breathtaking moments of musical beauty.” This was the case
with soprano Martha Guth: Hall claims that when she heard Guth, she was “speechless
[and] taken with her incredible artistry.” Hall inquired about writing a piece for Guth, to
which she responded gratefully. While they did not collaborate directly in the
compositional process, Hall constantly “heard [Guth’s] singing in [her] mind’s ear.” 40
Hall selected the poems from Sonnets from the Portuguese for Guth’s voice, believing
that her artistry could embody Hall’s musical setting of Elizabeth Barrett Browning’s
words. Hall compiled her selections of poetry as a narrative arc, which she states begins
with a “proclamation by the speaker against the love she feels,” followed by a moment
where their love “becomes too great to disavow,” ending with a “declaration of love...that
lives forever.” 41 When asked how Hall went about constructing this narrative arc and her
thoughts and ideas when composing this piece, she remarked:
I read Sonnets from the Portuguese through completely, quite a few times.
I was looking for 5 sonnets that could be placed together to form a
narrative arc...beginning with initially believing she and Robert were too
different to have any interest in a relationship with each other (Sonnet
3)...to falling for him after all (Sonnet 43)...to maybe having some doubts
and feelings of uncertainty and insecurity (Sonnet 37)...to asking for more
meaningful shows of his affection to support her growing love (Sonnet
21)...and finally, to having developed a love that will live on even after
they are no longer physically here (Sonnet 41)...while I really wanted to
show the "gushy" sides of love (who doesn't like a pretty love song?), I
also wanted to make sure to touch upon the other feelings that go hand in
hand with falling in love: anxiety, self-consciousness, doubt, dismay,

40
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embarrassment, questioning, fear, thrill, giddiness, excitement, coming to
know one's self in a new way, etc. 42
Here, Hall describes how much she values the text itself and wants to center her
composition around Barrett Browning’s musings and experiences with love, but also
indicates the ways in which, subconsciously, she is bringing her own interpretations,
emotions, lived experiences, and compositional voice to the text.
As a narrative arc, How Do I Love Thee? traverses a romantic relationship
through the mind of a single lover and explores the emotions one feels when entering a
committed relationship, ranging in extremes from apprehension to adulation. The cycle
conveys themes of romantic love interspersed with natural, but not often romanticized,
elements of courtship such as doubt and insecurity. The first song in the cycle, “Unlike,”
explores the speaker’s resistance towards accepting a suitor’s affection due to feelings of
irreconcilable differences. The next song, “How Do I Love Thee?,” articulates
impassioned adoration stemming from accepting and reciprocating romantic attraction. In
“Pardon,” the speaker succumbs to feelings of romantic inadequacy, highlighting
emotional beats of anxiety and deprecated self-worth in comparison to an idealized
version of their partner. “Say Over” expresses the beloved’s offering to the speaker of
comfort and reaffirmation of their worth after the emotional lows of the previous song.
The cycle concludes with “Thank You,” in which the speaker has reached a healthier
acceptance of their partner’s affection without the “honeymoon” highs found in “How Do
I Love Thee?” or the plaguing doubts in “Pardon.” The speaker praises this love and
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commitment to their romantic partner, proclaiming a “love that endures from life that
disappears.” 43 The text and the volta for each of these poems is depicted in Figure 2.1. 44

43
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Figure 2.1. Five Selected Poems from Elizabeth Barrett Browning’s Sonnets from the
Portuguese
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Musically, Hall supports this emotional spectrum through her use of text painting.
For example, feelings of love, tenderness, and passion are represented throughout the
cycle by consonant intervals such as the major third and the perfect fourth and long,
lyrical, connected vocal lines that move in tandem with the piano accompaniment. In
contrast, feelings of hesitation, unease, and self-doubt are represented by dissonant
intervals such as the minor second, the major seventh, and the tritone; disjunct vocal
lines; contrary motion between the piano and vocal lines; and constantly shifting tonal
centers, which create a sense of instability. The songs are through-composed, using
motivic material to form a sense of cohesiveness throughout each song itself and the
cycle as a complete unit. The analysis in this document is divided into one section on the
emotional text painting of romantic repudiation, featuring analyses of “Unlike,”
“Pardon,” and moments found in other songs that exhibit relational fear or insecurity. The
second section focuses on the emotional text painting of romantic acceptance, analyzing
moments of passion, comfort, and reciprocation in “How Do I Love Thee?,” “Say Over,”
“Thank You,” and brief moments from other songs displaying the speaker’s adulation.
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Chapter 3
Repudiation: Depictions of Romantic Unease, Inadequacy, and Anxiety Through
Emotional Text-Painting in How Do I Love Thee?

Juliana Hall begins her song cycle How Do I Love Thee? with Sonnet 3 from
Elizabeth Barrett Browning’s Sonnets from the Portuguese entitled “Unlike.” As one of
the earlier sonnets in the collection, its tone may convey Barrett Browning’s early
feelings towards her relationship with Robert, and Hall uses the text to initiate the
speaker’s narrative in the cycle. This song marks feelings of uncertainty and doubt
consistent with a burgeoning romantic relationship. In the poetry, the speaker proclaims
how different they are from the object of their affection. The speaker puts them on a
pedestal, comparing them to the “chief musician,” while the speaker is merely “a poor,
tired, wandering singer.” 45 These comparisons continue throughout the poetry,
emphasizing how dissimilar the pair are, implying that the relationship could never work
due to their stark differences, and that the only commonality between them is the
inevitability of death. The atmosphere of this song is that of resistance, disconnection,
and instability. Musically, Hall depicts this disjunct atmosphere primarily through
intervallic relationships, melodic contour, and accompaniment figures that capture a
sense of resistance and apprehension.
Three primary intervallic relationships in this song evoke the resistance and
distance found in the poetry: the minor second; its inversional equivalent, the major
seventh; and the tritone. Each represent reservation and worry throughout the cycle. The
45
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tritone and the minor second are first presented in the opening measures of this piece in a
call-and-response duet within the piano accompaniment. The right hand involves tritone
leaps, while the left hand involves stepwise motion of the minor second, creating
opposing figures. The relationship between the intervallic leaps and the stepwise motion
emphasizes a contrasting dynamic which is further enhanced by contrary motion
outwards, creating literal distance between the two piano lines (Figure 3.1).

Figure 3.1. Juliana Hall, How Do I Love Thee? “Unlike.” mm. 1-5. © Copyright 2015
Juliana Hall Music. Copyright transferred 2017 to E. C. Schirmer Music Company, Inc.
© Copyright 2019 by E. C. Schirmer Music Company, Inc., a division of ECS Publishing
Group. www.ecspublishing.com All rights reserved. Used by permission.
This figure creates a sense of wordplay on the title of the piece by creating an
atmosphere of opposition that persists throughout. The rhythmic figure presented in these
opening measures reflects the natural inflection of the spoken word “unlike.” The natural
speech inflection is emphasized in measure 6, with the entrance of the vocal line
imitating the opening figures on the word “unlike” over a tritone interval (Figure 3.2).
The use of eighth rests as separation tools for the lyrical line establishes a disjunct nature
and occurs throughout the piece. In measures 7 and 8, Hall alters the natural inflection of
the word “unlike” by setting the syllables with equal note values on the beat with tenuto
markings. The strength of the text setting here affirms the speaker’s conviction of their
irreconcilable differences (Figure 3.2). These opening figures establish the mood of
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resistance due to perceived dissimilarity, here musically depicted as disjunction and
distance.

Figure 3.2. “Unlike.” mm. 6-8. © Copyright 2015 Juliana Hall Music, trans. 2017 to E. C.
Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights reserved.
Used by permission.
Later in the poem, Barrett Browning introduces a metaphor of the couple’s
guardian angels clashing as they pass each other, emphasizing a religious predestination
of incompatibility. Hall musically depicts this metaphor at measure 19 through the third
intervallic relationship, the major seventh, which represents the two angels introduced in
the line “our ministering two angels” with each hand in the accompaniment representing
one of them. When separate, these angels are glorified as heavenly, characterized by a
more lyrical and connected vocal line. However, the phrase “look, surprise” interrupts the
vocal line, which is musically painted by separating the two words with an eight rest and
writing the word surprise on a large intervallic leap of a major sixth while a crescendo
occurs. (Figure 3.3). The abrupt interjection disrupts the angelic sound of the previous
line, reemphasizing the disconnection between the two figures.
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Figure 3.3. “Unlike.” mm.19-25. © Copyright 2015 Juliana Hall Music, trans.
2017 to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All
rights reserved. Used by permission.
At measure 28, the angels encounter each other as they pass, represented by
moving eighth notes in the accompaniment in contrary motion. Notice that the line is
comprised mainly major seventh intervals, the inversion of the minor second intervals
from the introduction. The major seventh interval establishes an atmosphere of anxiety
that recurs throughout the cycle. This figure crescendos under the line “as they strike a
thwart / Their wings in passing,” leading to an intervallic collision in measure 32 (Figure
3.4), representative of the striking of the angels’ wings and is depicted by a fortissimo
major seventh interval in the right hand clashing with a minor second interval in the left
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hand at octave displacement, emphasizing the idea of contrasting entities with even the
angels reflecting the differences of the speaker and their partner.

Figure 3.4. “Unlike.” mm. 28-31. © Copyright 2015 Juliana Hall Music, trans. 2017 to E.
C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
Measures 37 through 42 introduce another emotional text-painting element that
Hall uses to emphasize dramatic contrast, harmonic shifts. This harmonic shift occurs
when the speaker refers to the beloved as “a guest for queens to social pageantries.”
During this portion, the color of the music becomes bright due to the sharp accidentals in
the piano accompaniment, consonant intervals in the vocal line, and staccato rhythms that
portray a dance-like lightness (Figure 3.5). The music dramatically shifts at measure 43
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to a darker tonal color as the sharp accidentals transform into flats, transitioning to a
minor mode and the return of the minor second and tritone intervals. The speaker makes a
self-comparison to these “queens,” declaring that the speaker’s partner receives “gages
from a hundred brighter eyes,” while the speaker looks down on themself, stating that
even tears could not make their eyes shine enough (“than tears even can make mine”). A
descending chromatic figure paints the word “tears” in measure 47 (Figure 3.6). The
harmonic shift juxtaposes lightness when aggrandizing the beloved and darkness when
deprecating the speaker.

Figure 3.5. “Unlike.” mm. 34-42. © Copyright 2015 Juliana Hall Music, trans. 2017 to E.
C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
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Figure 3.6. “Unlike.” mm. 43-49. © Copyright 2015 Juliana Hall Music, trans.
2017 to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All
rights reserved. Used by permission.
The speaker persists in articulating unworthiness, referring to themselves as “a
poor, tired, wandering singer,” while continuing to idolize the beloved, referring to them
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as the “chief musician.” Hall employs text painting in the vocal line, “a poor, tired,
wandering singer, singing through the dark.” This passage is characterized by a melodic
line that attempts to ascend only to immediately fall by a half step on the words “poor”
and “tired,” musically conveying the exhausting nature of these feelings, supported by
descending semitones in the piano accompaniment. On the words “wandering singer,” the
voice and piano “wander” in the music, using descending perfect fourths that then leap a
major seventh, and the word “singer” establishes a brief tonal center of A-flat with the
vocal line containing a short melismatic passage on a syncopated rhythm, embellishing
the word. This descending vocal line leads further into the dark tonal color, emphasizing
the phrase “singing through the dark” with downward semitone movement. Weaving
crescendos and decrescendos create an eerie effect in this section, and the word “dark”
occurs on a descending minor second, which allows the singer to color that word as in a
descending, sighing motive all contributing to the sense of anxiety and self-insecurity
(Figure 3.7).
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Figure 3.7. “Unlike.” mm. 64-75. © Copyright 2015 Juliana Hall Music, trans.
2017 to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All
rights reserved. Used by permission.
Measures 77 through 81 exhibit text painting on the poetic line “and leaning up a
cypress tree.” Both the vocal line and accompaniment figures ascend chromatically while
rhythmically the eighth note figures punctuated by rests, creating create a “leaning”
motion that gets longer as the line reaches for the “tree” (Figure 3.8). A singer can further
accentuate this text painting by using more vocal weight on the first eighth note of each
measure, exerting effort on the phrase and illuminating the idea of “leaning.” This
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emphasis on effort can be emblematic of the amount of labor exerted when forcing a
relationship between an incompatible pair.

Figure 3.8. “Unlike.” mm. 77-81. © Copyright 2015 Juliana Hall Music, trans. 2017 to E.
C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
At the end of the song, the speaker finally acknowledges the only commonality
they believe they share with their partner: the inevitability of death. The line “and death
must dig the level where these agree” emphasizes the text with a descending minor
second on the word “death” and a dive down into the lower part of the voice on the word
“dig.” The right hand of the piano accompaniment stresses these gestures by echoing the
vocal line. The left hand descends lower in pitch with consistently moving eighth notes
comprised of minor second intervals, which is exhibited by the chromatically descending
vocal line and piano figure (Figure 3.9). This dark emotional text painting reinforces the
resistance to the relationship by emphasizing the morbid, absolutist belief that they are so
different that the only thing they have in common is mortality.
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Figure 3.9. “Unlike.” mm. 93-98. © Copyright 2015 Juliana Hall Music, trans. 2017 to E.
C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
The text-painting gestures Hall employs in this piece aim to reflect the speaker’s
innermost thoughts regarding the beloved. The minor second, major seventh, and tritone
intervals play a key role in painting an atmosphere of apprehension and resistance. Hall
communicates the speaker’s minimization of their own self-worth and the elevation of
their partner through harmonic color shifts between brightness and darkness. This textpainted trepidation allows Hall to render a more nuanced, realistic depiction of the early
stages of a romantic relationship, which she believes captures Barrett Browning’s
intentions and feelings in this sonnet.
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In addition to feelings of resistance and apprehension displayed in “Unlike,” Hall
musically portrays feelings of anxiety and inadequacy in the third song, “Pardon,” which
sets Sonnet 37 from Sonnets from the Portuguese. Within the narrative arc, the speaker
backpedals emotionally from the impassioned adoration found in the second song, “How
Do I Love Thee?” The heightened romantic sentiments presented in “How Do I Love
Thee?” are replaced by feelings of extreme anxiety and self-denigration. The text of
“Pardon” gives insight into the speaker’s mental state, especially feelings of inadequacy,
comparing their beloved to a divine, sovereign “sea god,” while the speaker is merely a
“shipwrecked Pagan.” Frequently changing meter, recurring rhythmic figures, and
dissonant intervallic relationships are the text-painting elements used in “Pardon” to
musically convey these feelings of insufficiency as the speaker begins to value their
partner above themself.
In the musical directions, Hall labels the song as “distraught” and generates this
distressing atmosphere in the piano introduction. Three rhythmic figures in this
introduction comprise much of the song, represented in Figure 3.10 as rhythmic motives
a, b, and c, respectively. The major seventh interval constructs these rhythmic figures,
serving a function similar to that found in “Unlike,” depicting the mental distress of the
speaker’s conflicting emotions. In addition, quarter rests separate each measure of the
introduction. The pattern of punctuated silence creates a palpable feeling of anxiety in the
listener.
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Figure 3.10. Juliana Hall, How Do I Love Thee? “Pardon.” mm. 1-6. © Copyright 2015
Juliana Hall Music, trans. 2017 to E. C. Schirmer Music Company, Inc. a division of ECS
Publishing Group. All rights reserved. Used by permission.
The speaker breaks the last instance of silence by crying out “Pardon, oh pardon,”
at intervals of a major seventh, a minor second, and another major seventh, respectively.
This demonstrates Hall’s ability to compose the conversational nuances of speech (Figure
3.11). The first “pardon” is vocally strong, notated at a forte dynamic and conveying the
speaker’s conviction. However, this conviction is interrupted by rhythmic figure c in the
piano and articulates the speaker’s anxious thoughts to the audience and indicates a sense
of doubt from the speaker. These doubts are confirmed by the following “oh,” composed
on a descending semitone figure and marked mezzo forte, reflecting the speaker’s
unsureness that their communicated emotions will be validated by their counterpart. The
piano interrupts again as the speaker proclaims the last “pardon,” again with conviction,
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returning to the forte dynamic. This entire opening section expresses the speaker’s
anxious psyche and depicts their struggle to communicate their apology.

Figure 3.11. “Pardon.” mm. 7-11. © Copyright 2015 Juliana Hall Music, trans. 2017 to E.
C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
The opening figures also serve a metaphorical purpose: that of a brewing mental
storm. At measure 12, a fourth rhythmic figure occurs, layering the minor second interval
in the left hand and the major seventh interval in the right hand (rhythmic motive d),
consisting of twelve consecutive sixteenth notes in groups of four (Figure 3.12). This
figure drives forward with the contour of the piano accompaniment constantly moving up
and down, creating imagery of “waves” or a “storm,” which creates a tempestuous
atmosphere that alludes to the upcoming sea imagery in the poem.

Figure 3.12. “Pardon.” m. 12. © Copyright 2015 Juliana Hall Music, trans. 2017 to E. C.
Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights reserved.
Used by permission.
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At measure 21, rhythmic motive d is modified (rhythmic motive d1). It now
consists of four groups of sixteenth notes rather than three, with each group containing
two sets of the minor second interval, one set in the left hand and one set in the right hand
(Figure 3.13). This motive is modified to contrast their partner’s “strong divineness,”
represented by rhythmic figure d’s major seventh intervals. Rhythmic figure d1 uses the
smaller interval of the minor second, representing the speaker’s self-denigration, fearing
that they are “an image only so formed of the sand, and fit to shift and break.” This line
represents the speaker’s insecurity and belief that their significant other has an image of
them that they cannot live up to. Musically, the vocal line contains many tritone and
minor second intervals and the contour weaves back and forth, ascending, descending,
and turning to represent the “shift.” The “break” occurs on the last beat of measure 27,
where the constantly flowing accompaniment figure finally comes to a complete stop for
a beat of silence (Figure 3.14).

Figure 3.13. “Pardon.” mm. 21-23. © Copyright 2015 Juliana Hall Music, trans. 2017 to
E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
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Figure 3.14. “Pardon.” mm. 23-26 © Copyright 2015 Juliana Hall Music, trans. 2017 to
E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
This silence allows for a literal “shift” of the music to a new rhythmic figure
(rhythmic figure e) as well as a metaphorical shift in the speaker’s thought process
(Figure 3.15). Although the rhythmic construction changes, the accompaniment maintains
the minor second and major seventh intervals, perpetuating anxiety as the speaker’s
mental state becomes more unstable. The contour of both the piano and vocal lines
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continue to rise and fall, and the diminutive triplets in rhythmic figure e imply that the
emotional “storm” is growing with intensity as the song progresses.

Figure 3.15. “Pardon.” mm. 28-30. © Copyright 2015 Juliana Hall Music, trans. 2017 to
E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
Hall uses text painting in the vocal line to emphasize the vivid imagery found in
this poem. At measure 37, the first direct reference to water reads, “have forced my
swimming brain.” At the word “swimming,” a sequential eighth note figure emerges with
an interval pattern that ascends by a step and descends by a half step (Figure 3.16). Here,
Hall creates a “swirling” arrangement, which both paints the word “swimming” and
portrays the instability of the speaker’s psyche. This instability is emphasized by the
accompaniment figure, which is modified by using the major seventh interval in the
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triplet figure instead of the minor seconds depicted in Figure 3.15.

Figure 3.16. “Pardon.” mm. 36-39. © Copyright 2015 Juliana Hall Music, trans. 2017 to
E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
Hall paints the words “doubt” and “dread” at measures 41 and 42 with a
descending semitone figure, emphasizing these negative attitudes (Figure 3.17). Another
instance of literal text painting occurs on the word “worthless” in measure 52, where Hall
writes another descending semitone figure in the vocal line and changes the continuous
major seventh intervals in the right hand to a diminished seventh interval on only one
beat, making the interval smaller than the major seventh. The smaller interval musically
emphasizes the speaker’s self-imposed idea that they are “less than” their significant
other. (Figure 3.18).
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Figure 3.17. “Pardon.” mm. 40-42. © Copyright 2015 Juliana Hall Music, trans. 2017 to
E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.

Figure 3.18. “Pardon.” mm. 52-53. © Copyright 2015 Juliana Hall Music, trans. 2017 to
E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
The swelling contour continues in the accompaniment, complementing the
nautical imagery in the next analogy: the speaker as “shipwrecked Pagan safe in port,”
musically represented by rhythmic figures c and d1, and the beloved as “guardian sea
god,” musically represented by rhythmic figure d with the larger major seventh interval
than that which is found in d1 (Figure 3.19). The difference between these two intervals
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again portrays their partner as “larger” in an adulated sense and the speaker as “smaller”
and unworthy.

Figure 3.19. “Pardon.” mm. 55-62. © Copyright 2015 Juliana Hall Music, trans. 2017 to
E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
Hall continues the metaphor of the speaker having to praise their partner like a
deity with an extended reference to a sculpture of a porpoise that the “pagan” constructs
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in reverence. Measures 64 and 65 establish this imagery through three, static, block
cluster chords under the words “to set a sculptured.” The stasis represents the “sculpture,”
which is strong and sturdy in juxtaposition to the brewing sea storm. It can also be
viewed as, an expressive alternative path, defined by Brian Edward Jarvis and John
Peterson (building off of the work of William Rothstein) as “a phrase that deviates from
its expected course toward a goal via the addition of new material”, such as the insertion
of stasis in the otherwise perpetual motion. 46 This parenthetical insertion of stasis is
indicative of the speaker’s mental state: the storm in the speaker’s mind relaxes for a
moment upon viewing the statue that is their loved one. Measure 66 illustrates diving in
the vocal line with a glissando down a major seventh, mimicked in the piano
accompaniment (Figure 3.20). The following phrases describe the porpoise, referring to
the “gills a snort” on tritone intervals, and the word “vibrant” being sung on a
shimmering melismatic passage consisting of minor second intervals. The text praises the
speaker’s loved one in reference to a beautiful sculpture, while the intervallic
relationships of the tritone and minor second recall previous implications of anxiety and
inadequacy in comparison to their significant other. The word “tail” glissandos upwards a
tritone from F to B, to paint the tail flipping out of the water. The attention Hall pays to
musically describing the movement and detail of the sculpture exemplifies the speaker’s
glorification of their significant other. They feel they are not worthy of being loved and
they must create a worshipful icon in honor of the deity which reflects this romantic
inadequacy.
46

Brian Edward Jarvis and John Peterson, “Alternative Paths, Phrase Expansion, and the
Music of Felix Mendelssohn,” Music Theory Spectrum, Volume 41, Issue 2, Fall 2019,
Pages 187–217, https://doi.org/10.1093/mts/mtz009.
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Figure 3.20. “Pardon.” mm. 64-69. © Copyright 2015 Juliana Hall Music, trans. 2017 to
E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
The piano postlude is almost identical in rhythm to that of the introduction, except
this time there is no rest or space between the rhythmic sections (Figure 3.21). It occurs
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as a continuous wall of sound and combination of the musical figures that represent the
speaker’s mental breakdown without any room for rational thinking (represented by
space in the introduction). These figures push forward until the final two measures, which
end on the same major seventh interval of the first vocal utterance in this song. This
major seventh interval, however, is displaced between the right and left hand of the
piano, making it sound to the listener as a unison interval, even when it is not (Figure
3.22).

Figure 3.21. “Pardon.” mm. 75-80. © Copyright 2015 Juliana Hall Music, trans. 2017 to
E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
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Figure 3.22. “Pardon.” mm. 81-83. © Copyright 2015 Juliana Hall Music, trans. 2017 to
E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
Hall captures the essence of fear, doubt, and anxiety through the storm-like text
painting in this piece. Hall paints the sea imagery in the poetry by creating the ebb and
flow of waves with the contour of the piano and vocal lines. The persistent rhythmic
motives in the piano accompaniment create the atmosphere of distress, driving forward in
a never-ending, repetitive motion. Intervallic relationships emphasize these feelings and
resemble musical material from “Unlike,” reaffirming the speaker’s insecurity and
perceived lowliness in comparison with the beloved.
Feelings of relational fear and insecurity manifest in other songs of the cycle.
While “Unlike” and “Pardon” are the most prominent musical exhibitions of
apprehension, doubt, anxiety, and self-denigration, these emotions appear in brief
moments from the three remaining songs in the cycle, “How Do I Love Thee?,” “Say
Over,” and “Thank You,” which primarily focus on the more positive and affectionate
aspects of romance. As Hall has stated, however, this cycle is intended to depict a more
realistic view of romantic relationships: rather than the idealized view of an “all-happyall-the-time” romance, Hall aims to include the “ambivalence, trepidation, and other real
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human emotions [one] may feel going through this journey of love.” 47 Therefore, even in
songs such as “How Do I Love Thee?,” “Say Over” and “Thank You,” adverse emotional
moments and their descriptive musical elements recur from “Unlike” and “Pardon.”
These other songs, although rooted in accepting and reciprocating love, are not a simple
“gushing” of romantic sentiments, but rather a multifaceted depiction of a complex
partnership, which can cycle through positive and negative emotions, and even both
simultaneously.
“How Do I Love Thee?” offers the most purely romantic sentiments in the cycle,
offering few moments of negative emotional portrayal. The song communicates the
speaker’s growing affection for their partner, becoming deeply infatuated with them, and
exclaiming their passion as they list all the ways in which they feel their love. This song
represents the “honeymoon phase” of a relationship, where the speaker feels that
everything is perfect in contrast with the uncertainty depicted in “Unlike.” Hall paints a
few words in this cycle that indicate a lingering sentiment of anxiety that will be
expanded upon in “Pardon.” For instance, in measure 45, the text reads “in my old
griefs.” The word “griefs” is painted with a descending figure over a minor third,
expressing sighing and exhaustion (Figure 3.23). These “old griefs” may refer to the
previous hesitation of “Unlike,” and foreshadow the idea that perhaps these griefs have
not entirely dissipated. However, the vast majority of this song is classically impassioned
in terms of romantic affection (see Chapter 4).

47

Juliana Hall, e-mail message to composer, January 17, 2022.
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Figure 3.23. Juliana Hall, How Do I Love Thee? “How Do I Love Thee?” mm. 44-45. ©
Copyright 2015 Juliana Hall Music, trans. 2017 to E. C. Schirmer Music Company, Inc. a
division of ECS Publishing Group. All rights reserved. Used by permission.
In “Say Over,” the heightened anxiety, self-denigration, and frantic musical
elements found in “Pardon” are replaced with an atmosphere that is calmer in demeanor,
providing a sense of reassurance, stabilization, and comfort. While these are the primary
ideas of this song, a sense of anxiety and neediness is present in the speaker’s constant
pleading for their lover to “say over again / and then once over again / that thou dost love
me.” 48 This song is characterized by a repetitive accompaniment figure that comforts the
speaker throughout with an overarching sense of safety. Despite the tender and reassuring
48

Juliana Hall, “Say Over,” How Do I Love Thee (St. Louis, Missouri: E. C. Schirmer
Music Company, 2015).
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musical elements of this song (discussed in Chapter 4), a section of the piece explores
Hall’s compositional depictions of doubt and anxiety.
After the line “Comes the fresh spring in all her green completed,” which is
embodied by a bright F# major tonality, a two-measure interlude occurs in which the
music shifts from sharps to flats, transitioning to a “darker” tone color for the line
“Beloved, I, amidst the darkness greeted” (Figure 3.24). The speaker’s “darkness” is
revisited by tritone and minor second intervals present in the vocal line and chromatic
semitone movement in the accompaniment figure.

Figure 3.24. “Say Over.” mm. 51-60. © Copyright 2015 Juliana Hall Music, trans. 2017
to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
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In the next phrase, “by a doubtful spirit voice,” the word “doubtful” is painted
with descending minor seconds as chromatic movement continues in the piano.
Musically, this descending pattern is evocative of negative emotions, and because of the
word “doubtful” here, the negative emotion being portrayed is that of doubt and
uncertainty. The following line reads, “in that doubt’s pain,” with “pain” also being
depicted by a descending semitone, again using a downward pattern to highlight
emotional anguish. In the accompaniment, major seventh intervals appear in the left hand
with a rocking motion. The major seventh intervals, emblematic of doubt and anxiety as
portrayed in “Unlike” and “Pardon,” intrude upon the persistent rocking motion of the
song, representing comfort being interwoven with anxious thoughts.
The next word, “cry,” is the climax of the piece, reaching up to the highest pitch
(F#), and employing a descending, three-note figure comprised of a tritone followed by a
minor second, emphasizing the pain and sorrow the speaker feels (Figure 3.25). This
“darker” section may illustrate that, even in the most secure relationships, feelings of
insecurity and doubt can present themselves, which is a more nuanced and realistic
portrayal of love than the pure exaltation seen in “How Do I Love Thee?”
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Figure 3.25. “Say Over.” mm. 60-68. © Copyright 2015 Juliana Hall Music, trans. 2017
to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
In “Thank You,” the final song in the cycle, the speaker has finally accepted the
affection of their partner and has reached a healthy, stable commitment to their partner,
establishing a “love that endures from life that disappears.” 49 As in “Say Over,” “Thank

Juliana Hall, “Thank You,” How Do I Love Thee (St. Louis, Missouri: E. C. Schirmer
Music Company, 2015).
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You” contains a musical section that revisits the speaker’s anxieties as portrayed in
“Unlike” and “Pardon.”
The text in measure 32 reads, “in my voice’s sink and fall,” where the vocal line
descends from a G-flat down to middle C in sequencing rhythms, the last interval being a
tritone on the word “fall” (Figure 3.26). The figure depicts a literal falling and sinking of
the voice and is reinforced by the descending patterns in the piano accompaniment. So
here as the speaker describes their partner being with them in their darkest moments, the
music returns to those intervals and downward melodic contours associated with anxiety
throughout the cycle. In the next line, “when the sob took it,” a tritone interval soars
upwards to the word “sob” which then descends by half steps over a six-beat duration
(Figure 3.27). This downward motion, punctuated by sighing figures in the piano
accompaniment, is another example of Hall rendering realistic vocal inflection by
painting a pattern reminiscent of a wailing cry.

Figure 3.26. “Thank You.” mm. 32-35. © Copyright 2015 Juliana Hall Music, trans. 2017
to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
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Figure 3.27. “Thank You.” mm. 37-41. © Copyright 2015 Juliana Hall Music, trans. 2017
to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
These moments of apprehension, anxiety, and romantic non-acceptance, even in
the songs that otherwise communicate positive sentiments of love, reciprocity, and
security, are emblematic of Hall’s depicting a realistic relationship that transcends
traditional romantic ideals. In How Do I Love Thee? as a cycle, love is not homogenous.
There are moments of doubt in otherwise happy times and moments of need that are met
with reaffirmation and validation just as in an authentic, human romantic relationship.
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Chapter 4
Acceptance: Depictions of Romantic Connection, Reciprocity, and Adulation
through Emotional Text Painting in How Do I Love Thee?

The second song of the cycle is entitled “How Do I Love Thee” and adapts the
penultimate poem from Barrett Browning’s Sonnets from the Portuguese. This poem is
the most famous of the sonnets, having been set musically by composers such as Libby
Larsen, Ernst Bacon, and Ned Rorem. “How Do I Love Thee” explores the typically
idealized emotions associated with deep, romantic love, including passion, tenderness,
and adoration. The role of this song in the narrative arc of the cycle is to show the
speaker moving from resistance of their partner’s affection (due to apprehensions about
their differences) to becoming deeply infatuated with them. Hall paints these amorous
sentiments through lush harmonies, atmospheric elements created by the piano
accompaniment, and expansive, lyrical vocal lines.
Hall labels this song to be performed “with much warmth,” and establishes this
warm color with loving affection in the piano introduction. Rhythmically, that
accompaniment echoes the rhythm of a heartbeat (quarter note, half note, quarter note
[rhythmic figure f]) (Figure 4.1). Harmonically, this pattern occurs in the tonal center of
G Major for the first nine measures of the piece, creating a sense of stability in
juxtaposition with “Unlike.” This piece exhibits a chordal style of accompaniment,
grounding the vocal line throughout the piece and further solidifying the speaker’s
growing affection for their significant other.
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Figure 4.1. Juliana Hall, How Do I Love Thee? “How Do I Love Thee?” mm. 1-9. ©
Copyright 2015 Juliana Hall Music, trans. 2017 to E. C. Schirmer Music Company, Inc. a
division of ECS Publishing Group. All rights reserved. Used by permission.
The first instance of lyrical text painting in this piece occurs on the lines “I love
thee to the depth and breadth and height.” In this phrase, the contour of the vocal line
descends into the lower part of the voice on the word “depth,” stretches on the word
“breadth,” and the melody rises a perfect fifth on the word “height” to the upper part of
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the voice (Figure 4.2). The next phrase, “my soul can reach,” paints the voice stretching
upward even further. Then, the line “When feeling out of sight” decrescendos until the
voice disappears. The expansive range of the voice in this section is intended to mirror
the expansiveness of the speaker’s love in this burgeoning relationship.

Figure 4.2. “How Do I Love Thee?” mm. 11-16. © Copyright 2015 Juliana Hall Music,
trans. 2017 to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group.
All rights reserved. Used by permission.
The next line of text, “by sun and candlelight,” is tonicized briefly by D-flat
Major, which creates an atmosphere of warmth and light (Figure 4.3). The tonality shifts
to a bright E Major in the next measure and the accompaniment employs diminution,
generating a more moving line as the speaker’s passion becomes more intense. The
speaker confesses: “I love thee freely,” and the vocal line soars to a G#, the highest point
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thus far, and then descends back into the lower part of the voice. This vocal line is
accompanied by parallel movement in the piano, and the constantly moving eighth note
rhythms create a sense of emotional “freedom” expressing an outburst of emotion. Here,
the singer is expected to use rubato to portray that freedom within the contour of the
vocal line representing the genuine and overwhelming outpouring of emotion when first
falling for a suitor (Figure 4.4).

Figure 4.3. “How Do I Love Thee?” mm. 26-28. © Copyright 2015 Juliana Hall Music,
trans. 2017 to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group.
All rights reserved. Used by permission.

Figure 4.4. “How Do I Love Thee?” mm. 29-31. © Copyright 2015 Juliana Hall Music,
trans. 2017 to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group.
All rights reserved. Used by permission.
At the volta, the rhythmic motive of the heartbeat returns, this time in diminution,
representing the growing intensity of the speaker’s emotions. This figure serves as an
ostinato figure resembling the quickening of the speaker’s pulse (Figure 4.5). The vocal
line follows the quicker, forward motion of the piano. The line “I love thee with the
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passion put to use” features the first instance of sixteenth notes being used in the vocal
line on the word “passion,” painting this word with an outpouring musical gesture.

Figure 4.5. “How Do I Love Thee?” mm. 38-43. © Copyright 2015 Juliana Hall Music,
trans. 2017 to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group.
All rights reserved. Used by permission.
In measure 62, the piece reaches a musical climax on the word “life” which is
sung on an A, the highest pitch in the song (Figure 4.6). In contrast, the final line of
poetry reads, “I shall but love thee better after death,” and the word “death” is painted by
a four-note figure that descends a major sixth interval to the lower register of the singer’s
voice (Figure 4.7). These dramatic contrasts of highs and lows again reflect the intensity
and volatility of the speaker’s growing affection.

58

Figure 4.6. “How Do I Love Thee?” mm. 61-63. © Copyright 2015 Juliana Hall Music,
trans. 2017 to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group.
All rights reserved. Used by permission.

Figure 4.7. “How Do I Love Thee?” mm. 67-69. © Copyright 2015 Juliana Hall Music,
trans. 2017 to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group.
All rights reserved. Used by permission.
Hall captures the mood of this piece through her atmospheric elements: the
heartbeat motive (rhythmic motive f), establishment of tonal centers, lyrical vocal lines,
and musically highlighted words all contribute to a manic adoration of the beloved. The
traditional implication of tonality establishes a sense of emotional freedom for the
speaker, allowing them to fully acknowledge their growing feelings. “How Do I Love
Thee?” represents the most conventional representation of love because it depicts the
typical romanticized version of a “perfect, happy” love. However, Hall still projects a
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multilayered reflection on love because the lack of emotional restraint and musical range
of highs and lows conveys an exaggerated infatuation, like that of a “honeymoon phase.”
This is particularly interesting because Hall orders this song second, after the
apprehension of “Unlike,” in contrast to Barrett Browning ordering this sonnet as the
penultimate poem in her collection. This could reflect that, for Barrett Browning, this was
meant to be the closing of the relationship’s arc, whereas Hall sets it early to render
infatuation since the poetry’s extreme sentimentality may seem too saccharin or
obsessive to a modern audience. So, in this order, it may represent the overwhelming
emotions associated with first falling in love.
The tone of infatuation from “How Do I Love Thee” develops into sentiments of
validation and comfort in the fourth song, “Say Over.” “Say Over” adapts Sonnet 21 from
Sonnets from the Portuguese and is the fourth song of the cycle. Following the
heightened anxiety, self-denigration, and frantic musical elements in “Pardon,” the
atmosphere of “Say Over” is calmer in demeanor, providing a sense of reassurance,
stabilization, and comfort. In this piece, the speaker is asking for reassurance of their
significant other’s feelings for them, asking them to “say over and over again” that “thou
dost love me.”
Four small rhythmic figures run through the piece, depicting the idea of “comfort”
and “reassurance” The first two rhythmic figures appear in measure 1 and are related by
retrograde: one consists of a quarter note followed by two eighth notes in the right hand
(rhythmic motive g), and the other consists of two eighth notes followed by a quarter note
in the left hand (rhythmic motive h). These two figures move in contrary motion, creating
a “rocking” effect resembling that of cradle songs. The third rhythmic motive appears in
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measure 2 and consists of four consecutive eighth notes (rhythmic motive i). In the
musical instructions, Hall labels the piece as a “cuckoo-song” with the call of the
“cuckoo'' being a prominent rhythmic and intervallic feature of the piece. The “cuckoo”
call is first heard in measure 5. It consists of an eighth note followed by a dotted quarter
note and is a major third interval, which is consonant, juxtaposing the fear, doubt, and
anxiety depicted by the tritone, major seventh, and minor second intervals found in
“Unlike” and “Pardon.” The “cuckoo” takes on two meanings in this song, representing
both the speaker’s constant need for reassurance as well as their partner’s comforting
presence. 50 Additionally, a third meaning can be inferred in relation to modern society:
the idea of “cuckoo” being referred to a mentally unwell being. In modern day terms,
someone constantly needing or requesting reassurance could be viewed as unstable, and
the recurring “cuckoo” motive in this song could also refer to the mental imbalance of the
speaker as an overflow from “Pardon.” 51 Together, these four rhythmic figures solidify a
sense of security, and constitute the atmosphere and mood of the piece (Figure 4.8).

50

The negative connotations of this constant need for reassurance were discussed in
Chapter 3.
51
The Merriam-Webster Dictionary defines the word “cuckoo” as follows: Noun; 1. a
largely grayish-brown European bird that is a parasite given to laying its eggs in the nests
of other birds which hatch them and rear the offspring; 2. the call of the cuckoo; 3. a silly
or slightly crackbrained person; verb; to repeat monotonously as a cuckoo does its call;
adjective; of, relating to, or resembling the cuckoo; 2. deficient in sense or intelligence,
silly.
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Figure 4.8. “Say Over.” mm. 1-5. © Copyright 2015 Juliana Hall Music, trans. 2017 to E.
C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
The combination of these rhythmic figures creates a soothing atmosphere,
wherein vocal lines are lyrical and connected, and the linear harmonies transform
seamlessly underneath. The first instance of the “cuckoo” call in the vocal line occurs in
measure 10 on the word “again,” emphasizing the repetitive nature of both the bird’s call
and the speaker’s need for affirmation (Figure 4.9).

Figure 4.9. “Say Over.” mm. 6-10. © Copyright 2015 Juliana Hall Music, trans. 2017 to
E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
At measure 17, rhythmic motive i is depicted in a back-and-forth motion with
intervallic relationships that can resemble the “cuckoo” motif. (Figure 4.10). It also
depicts the sound of a clock ticking, further emphasizing the reiteration of the speaker’s
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words over time and directly alluding to a “cuckoo clock.” Importantly, the repetitive
bird call and clock concepts harken to a sense of security and consistency.

Figure 4.10. “Say Over.” mm. 16-19. © Copyright 2015 Juliana Hall Music, trans. 2017
to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
Hall paints the text “never to the hill or plain, / valley and wood, / without her
cuckoo strain” by reflecting these words in the contour of the vocal line. Musically, the
phrase “to the hill or plain” ascends, depicting the upward motion of a hill. In contrast,
the next phrase, “valley or wood,” descends, depicting the depths of a valley (Figure
4.11). These musical gestures reiterate the cuckoo song’s constancy; whether in “valley”
(lows) or “hill” (highs), the “cuckoo strain” will always accompany the speaker,
reflecting the idea of a faithful and comforting partnership from the beloved.
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Figure 4.11. “Say Over.” mm. 31-43. © Copyright 2015 Juliana Hall Music, trans. 2017
to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
The following section of the music contains another moment where Hall changes
color and atmosphere through harmonic texture to suit the poetry. On the words “Comes
the fresh spring in all her green completed,” the music inhabits a sudden brightness
created by the tonicization of F# major, which evokes a springtime ambiance and with it
a sense of comfort and relief (Figure 4.12). With this illustration of “fresh spring,” the
speaker emerges from the coldness of the implied winter of the anxious sentiments found
in the previous song, “Pardon.”
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Figure 4.12. “Say Over.” mm. 41-50. © Copyright 2015 Juliana Hall Music, trans. 2017
to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
In measures 52-72, anxious elements reemerge in the song (as mentioned in
Chapter 3). Afterwards, this dark mood comes to an end, transitioning to a brighter
harmonic color centered on E Major on the text, “who can fear?” (Figure 4.13). This line
and the harmonic colors of the transition bring the lover “out of the darkness,” and away
from the fears and anxieties of the previous section.
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Figure 4.13. “Say Over.” mm. 73-76. © Copyright 2015 Juliana Hall Music, trans. 2017
to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
The musical mood shifts again at measure 87 as the flowing accompaniment of
the previous section slows down and becomes seemingly pensive, with longer note
durations in the left hand of the piano while the right hand revisits the cradle-rocking,
“tick-tock” motion, this time on the “cuckoo” interval of a major third (Figure 4.14). The
speaker states, “say thou dost love me, love me, love me,” increasing in pitch with each
successive “love me.” The upward inflection is evocative of the speaker’s increasingly
desperate pleading for their partner’s reassurance, which is met by repetitive motion of
the accompaniment as a source of comfort. The piano postlude combines the cuckoo
motif with the other rhythmic motifs that underlay the piece, creating the ongoing
repetition until the end of the song, constantly assuring the speaker of the love they
receive (Figure 4.15).
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Figure 4.14. “Say Over.” mm. 86-92. © Copyright 2015 Juliana Hall Music, trans. 2017
to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
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Figure 4.15. “Say Over.” mm. 105-119. © Copyright 2015 Juliana Hall Music, trans.
2017 to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All
rights reserved. Used by permission.
In this song, Hall’s text painting emphasizes the speaker’s need for reassurance
from the anxieties of “Pardon,” and the beloved providing that validation and comfort.
Musically, colorful harmonic shifts weave throughout tonal centers in the piece, such as
brighter moments in reference to “spring” juxtaposed with darker moments in reference
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to “doubtful” and “pain” (as discussed in Chapter 3). These moods of fear and anxiety
painted by colors of darkness are brief, and the music soon resumes its comforting
stability as the speaker is reassured of their beloved’s affection. The “cuckoo” call
echoing throughout the piece symbolizes the speaker’s desire for their significant to meet
their emotional needs while the rocking, repetitive motions of the accompaniment figures
resemble a cradle song, representing their partner’s reassurance of their affection for the
speaker. In this way, Hall may be metaphorically rendering the speaker as the cuckoo
bird and their lover as the cradle, which may be representative of her stated goal of
treating singer and accompanist as equal duet partners rather than a traditional soloistaccompaniment model.
Throughout this cycle, the speaker has felt relational apprehension and disunity,
overwhelming passion and admiration, self-denigration, and a need for comfort and
reassurance, all of which lead the speaker to the narrative point of acceptance and
confidence in the longevity of their relationship, which culminates in the final song,
“Thank You.” This song adapts Sonnet 41 and exudes warmth, stability, and tenderness.
At this point in the cycle, the speaker has finally accepted the affection of the beloved
and has reached a healthy, stable commitment to their partner, establishing a love that
will transcend their earthly bodies, solidifying a “love that endures from life that
disappears.”
The musical directions declare that this song is to be performed “lovingly” and, as
in “How Do I Love Thee?,” Hall creates this atmosphere in the piano introduction. The
left hand of the piano sustains a D pedal tone in each measure, which splits in the second
measure and begins to move down chromatically. In the right hand, the D appears on beat
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three, with an A appearing on beat four (Figure 4.16). This musical idea could be
interpreted as the sound of wedding bells tolling, signifying the final acceptance of the
beloved’s affection in contrast from the resistance portrayed in the first song. It could
also be interpreted as a clock chiming, referencing the “cuckoo” motive in the previous
song, and referencing Hall’s description of the narrative arc of a love that transcends
time. 52

Figure 4.16. Juliana Hall How Do I Love Thee? “Thank You.” mm. 1-4. © Copyright
2015 Juliana Hall Music, trans. 2017 to E. C. Schirmer Music Company, Inc. a division
of ECS Publishing Group. All rights reserved. Used by permission.
In measures 12 through 16, the text reads, “deep thanks to all who paused a little
near the prison wall” (Figure 4.17). The word “paused” is framed with quarter rests,
creating a literal pause in the vocal line after the word is sung. “A little near the prison
wall” uses a limited range in the vocal line, constricting the phrase and reflecting the
word “prison.” In the poetry, Barrett Browning is likely employing the term “prison” to
refer to her personal experience being confined to her room due to illness for much of her
life. In this line, the speaker extends gratitude to those who ever offered validation and
comfort to them in the figurative mental “prison” of their anxieties, fears, and doubts.
Juliana Hall, “How Do I Love Thee?” Juliana Hall: American Art Song Composer,
https://julianahall.com/how-do-i-love-thee/.
52
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Figure 4.17. “Thank You.” mm. 12-16. © Copyright 2015 Juliana Hall Music, trans. 2017
to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
The nature of the music shifts as constantly flowing eighth notes descend in the
left hand of the accompaniment while the right hand ascends with a variety of rhythmic
patterns. These musical gestures paint the line “ere they went onward,” impressing a
feeling of “walking” or forward motion in the music. The contrary motion in the piano
accompaniment comes together on the line “each one to the mart’s,” both lines now
ascending on eighth note patterns. Hall indicates that this section is to be played “a little
detached” in the piano, which gives the atmosphere a march-like effect (Figure 4.18). The
previous section emphasizes passersby slowing down to acknowledge the speaker, and

71

this section musically emphasizes their movement away from the speaker, implying that
everyone but their partner has inevitably left her in the metaphorical “prison.”

Figure 4.18. “Thank You.” mm. 18-23. © Copyright 2015 Juliana Hall Music, trans. 2017
to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
A more dramatic change in tone occurs at measure 27. The surging eighth notes
suddenly slow, with a change to a 3/4-time signature that returns to the opening musical
figures, except this time a half step lower and in augmentation (Figure 4.19). This
musical transformation highlights the word “but…,” signifying a change of thought that
focuses the attention to “thou,” being the beloved. In contrast to the busyness of the
previous musical section, which emphasizes an abundance of other people abandoning
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the speaker, this focused segment metaphorically shines a spotlight on their significant
other as the only one who has stayed and offered genuine comfort.

Figure 4.19. “Thank You.” mm. 25-31. © Copyright 2015 Juliana Hall Music, trans. 2017
to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
For the next 25 measures, Hall musically explores the speaker’s reflections on the
negative mindsets from previous songs. This section is constructed with musical devices
used in previous moments in the cycle to depict elements of sadness, fears, and
apprehension, such as tritone intervals reflecting anxiety, descending melodic figures
used to animate words such as “sob” and “tears,” and chromatic movement in the piano
accompaniment that creates a darker tone color associated with these negative emotions
(further expanded upon in Chapter 3). At measure 57, this revisiting of feelings of
romantic non-acceptance ends, returning to brighter harmonic colors and the flowing
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piano accompaniment that drives the vocal line to a passionate climax on the line
“Instruct me how to thank thee!” where the voice soars to an A5 (Figure 4.20). Here, Hall
is returning to romantic acceptance, but especially the melodramatic highs of “How Do I
Love Thee?” Through this emotional shift, Hall is again presenting a nuanced perspective
of love because even in this final song centered on acceptance, commitment, and
longevity, there is still has space for negative emotion. This can be seen as a contrast to
the romanticized, strictly positive emotions found in most art song. The song balances
these negative emotions with feelings of love and compassion, which reflect the
compromise inherent in realistic healthy relationships.

Figure 4.20. “Thank You.” mm. 57-60. © Copyright 2015 Juliana Hall Music, trans. 2017
to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
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The last line in the song cycle reads, “from life that disappears.” The word
“disappears” launches into the upper voice and decrescendos, slowly making the sound of
the voice “disappear” (Figure 4.21). Despite the disappearance of the voice, the music
does not cease. The piano accompaniment continues to gush forward, recalling rhythmic
motives g, h, and i from “Say Over,” as well as the “cuckoo” motive buttressed by the
bell tones from the beginning of “Thank You” in measure 78 (Figure 4.22). The final
measure of the cycle recalls the rhythm of the left-hand piano line found in the opening
measures of “Unlike,” this time completing the full octave interval instead of the major
seventh, which is a direct callback to the beginning of the cycle exhibiting apprehension
and unease. The modification of this interval from the major seventh to the octave
communicates a resolution between the speaker and their beloved: at first thought too
different for a successful relationship, but now reconciling those differences and
complementing each other.

Figure 4.21. “Thank You.” mm. 74-76. © Copyright 2015 Juliana Hall Music, trans. 2017
to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
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Figure 4.22. “Thank You.” mm. 76-84. © Copyright 2015 Juliana Hall Music, trans. 2017
to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
The opening measures of “Thank You” exhibit chiming which establishes
stability in the music out of which the speaker’s words come forth. These words, “I thank
all who have loved me in their hearts,” communicate acceptance and reciprocity. The
long, flowing vocal lines soar in the voice, with rich, shifting harmonies underneath. The
use of rhythmic motives and devices found in the other songs recalls the sentiments the
speaker has felt throughout the relationship, and demonstrates that, while they have
finally accepted their partner’s affection, those experiences and feelings are still part of
the speaker, and their relationship is more mature for having underwent both difficult and
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joyous moments. Their experiences have led the listener throughout the narrative,
undergoing a high range of natural, human emotions that shape romantic relationships.
As discussed in Chapter 3, musical elements of trepidation, hesitation, and anxiety
were most prominent in “Unlike” and “Pardon,” but still presented themselves in “How
Do I Love Thee?,” “Say Over,” and “Thank You.” The same can be observed with
moments of exaltation and adulation in “Unlike” and “Pardon.” While these two songs
focus on the negative emotional elements, brief moments of tenderness, compassion, and
praise towards the lover appear, foreshadowing the eventual resolution between the
couple presented in “Thank You.”
In “Unlike,” the more positively coded moments come from lyricism and
consonant intervals. The introduction of “Unlike” is characterized by minor second,
major seventh, and tritone intervals that create the distressing, angst-ridden atmosphere of
the text. The song begins with the speaker decrying the many differences between them
and their suitor that they, at that point in the cycle, believe makes a relationship
impossible. However, this atmosphere briefly changes at measure 9 as the
accompaniment begins to take on a completely different character from the beginning of
the piece. Suddenly, the music becomes connected in contrast to the staccato
accompaniment figures from the previous line, and the vocal lines become lyrical rather
than disjunct, soaring over a duet in the piano accompaniment at a perfect fourth interval,
contrasting the intervallic relationships from the minor second, major seventh, and tritone
intervals used in the song’s introduction. The harmonies and lyrical nature briefly pivot
the mood from apprehension to admiration (Figure 4.23). The text, “O princely heart!”
hints at a fondness towards the beloved and foreshadows the speaker’s true feelings,
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despite their resistance within this piece. This shift to a more lyrical section contrasts the
disjunct nature presented in the opening measures, breaking from the “conversation” of
the speaker to their significant other and looking into the speaker’s inner thoughts. In
measures 11-13, a brief tonal center of B-flat is established as transitional material,
before the song returns to the same sonic qualities as before focusing on the idea of
separateness. This lyrical portion and abrupt shift seem to convey a brief interlude
wherein the speaker is allowing themselves to be charmed by the suitor, communicating a
nascent or hidden affection for them, before returning to their perceived rationalization
that the two are too dissimilar for this fleeting desire to become reality.

Figure 4.23. “Unlike.” mm. 9-16. © Copyright 2015 Juliana Hall Music, trans. 2017 to E.
C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
Another such moment occurs in measures 37 through 42, when the speaker is
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aggrandizing their partner as “A guest for queens to social pageantries.” During this
portion, Hall again employs a brief tonal center on B-flat (Figure 4.24). The color of the
music becomes bright due to the sharp accidentals in the piano accompaniment,
consonant intervals in the vocal line, and staccato rhythms that portray a dance-like
lightness to the phrase. This musical moment may again be a glimpse into the speaker’s
hidden affection for the beloved, by taking on an almost daydream-like quality when
imagining them as an exalted noble worthy of dining with royalty. This segment soon
gives way to a darker musical atmosphere again as the speaker refers to themselves as a
“poor, tired, wandering singer” (Chapter 3). Communicating musically an idea akin to,
“if only I was worthy enough to entertain being in a relationship with this person.” The
brief bright moment can be read as a glimmer of optimism or affection shining through,
before returning to the overall non-acceptance of the suitor’s advances due to perceived
differences.
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Figure 4.24. “Unlike.” mm. 34-42. © Copyright 2015 Juliana Hall Music, trans. 2017 to
E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
Another instance in which the speaker refers to their partner in a glorifying way
occurs on the line, “The chrism is on thine head / on mine the dew.” A chrism is a
mixture of oil and balsam used for anointing at baptism and other Catholic rites. To the
speaker, their beloved is worthy of this holy anointment, while the speaker is only worthy
of mere dew. Musically, this line is again illustrated with lyrical, connecting lines in the
voice and accompaniment while using consonant intervallic relationships such as the
perfect fourths and fifths to allude to a sense of tonal center in juxtaposition with the
disjunct minor second, major seventh, and tritone intervals that saturate this song (Figure
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4.25). In addition, the vocal line ascends on “the chrism is one thine head,” in reference
to their significant other, exhibiting an exaltation of them. So, throughout “Unlike,”
whenever the speaker is glorifying the suitor or briefly, against their “better judgment,”
imagining a relationship with them, these brighter musical characteristics appear.

Figure 4.25. “Unlike.” mm. 82-91. © Copyright 2015 Juliana Hall Music, trans.
2017 to E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All
rights reserved. Used by permission.
In “Pardon,” the moments of adulation are few, but are still from the speaker’s
romanticized glorifying of their partner at their own expense and incorporate musical
elements of adoration found in “How Do I Love Thee?,” “Say Over,” and “Thank You.”
At measure 19, the vocal line reads, “of all that strong divineness,” in which, above the
tumultuous accompaniment figure, the voice ascends into the upper register on the word
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“divineness,” which rises high above the rolling sea waters and emphasizes the god-like
character of their lover (Figure 4.26). In addition, the syncopated rhythm of the vocal line
in this moment emphasizes the word “strong,” and creates a sense of strength from which
the voice propels into the upper register. This poetic line demonstrates the speaker’s
romantic view of their beloved, placing them upon a pedestal as a God-like being for
which the speaker holds much admiration.

Figure 4.26. “Pardon.” mm. 14-17. © Copyright 2015 Juliana Hall Music, trans. 2017 to
E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
Another instance of this adulation occurs at the volta in measure 45 on the phrase
“thy purity of likeness.” Musically, this phrase offers the listener the only prominent
instance of a tonal center in the piece, e-flat minor (Figure 4.27). This tonal center
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represents the beloved’s “purity” as observed by the speaker and provides a sense of brief
relief from the storm before being distorted by the appearance of an f# in the following
phrase. The speaker is referring to their partner as someone who is pure, in likeness to a
“sovereign sea god,” and someone for whom they are simply unworthy of.

Figure 4.27. “Pardon.” mm. 45-47. © Copyright 2015 Juliana Hall Music, trans. 2017 to
E. C. Schirmer Music Company, Inc. a division of ECS Publishing Group. All rights
reserved. Used by permission.
These comparisons are still instances of inadequacy felt by the speaker, but
elements found in the music reflect the speaker’s adoration and desire for their significant
other. The speaker has developed deeply strong feelings for their partner and has placed
them on a pedestal, one of which causes the speaker to now feel completely unworthy of
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their beloved’s affections. Again, Hall musically depicts these moments of exaltation and
adulation through lyrical and connected vocal lines and accompaniment figures that
juxtapose previous musical material in “Unlike,” and “Pardon,” highlighting words such
as “strong divineness” through melodic contour to reflect the speaker’s convictions, and
establishment of tonal centers that briefly break the disjunct and dissonant qualities of
“Unlike” and “Pardon. Even in moments of distress, Hall employs musical figures to
capture the essence of the speaker’s underlying thoughts, those moments of love and
adoration even in the darker moments of “Unlike and “Pardon,” reflecting the truth and
nuances of a realistic, human romantic relationship. Hall takes care to capture the doubts,
anxieties, and fears presented in Elizabeth Barrett Browning’s poetry as well as the
moments of passion and adulation, and illustrates the complex emotional states present in
realistic romantic partnerships.
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Chapter 5
Implications
Juliana Hall’s use of text painting is a notable feature in all of her art songs, as it
connects to her goal of highlighting the poet’s words and bringing them to life in the
listener’s imagination. Her stated goal as a composer is to capture the “truth and beauty”
of the poet’s words, which she believes stems from portraying their emotional resonance.
The excerpts in this document serve as examples of composition accentuating text to
highlight emotional expression through melodic and harmonic features to depict a
nuanced, realistic portrayal of the evolution of a romance.
Each song in the cycle presents a predominant emotional state depicted through
the music. “Unlike” and “Pardon” primarily focus on negative emotions found in
relationships, such as apprehension, uncertainty, fear, doubt, anxiety, and inadequacy.
“Unlike” captures an atmosphere of apprehension and dissimilarity through intervallic
relationships between the minor second, major seventh, and tritone intervals. “Pardon”
depicts anxiety and inadequacy through rhythmic motives that create a tumultuous
atmosphere, metaphorical for the speaker’s mental storm. The interplay of minor second,
major seventh, and tritone intervals recall the skeptical mindset from “Unlike,” however
this time representing the speaker’s belief that they are not “good enough” for their
partner, which is also reflected in the use of analogies which denigrate the speaker and
place the beloved on a pedestal.
The negative emotions present in “Unlike” and “Pardon” are balanced with
positive, tender romantic affects displayed in the other three songs, “How Do I Love
Thee?,” “Say Over,” and “Thank You.” “How Do I Love Thee” explores the typically
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idealized emotions associated with deep, romantic love and encapsulates the tenderness
and unadulterated passion the speaker begins to feel for their significant other. The role
of this song in the cycle’s narrative arc is to show the speaker’s progression from
resistance to infatuation. Hall establishes these sentiments in the introduction with an
establishment of G Major and the rhythm of a heartbeat being portrayed in the piano
accompaniment, using consonant, major third intervals in juxtaposition to dissonant
minor second, major seventh, and tritone intervals from “Unlike” and “Pardon.” The
long, lyrical vocal lines are rich and expand to the heights and depths of the voice, using
moving sixteenth note figures to exhibit moments (and words) of passion. This song
paints the exaggerated infatuation of an early relationship’s “honeymoon phase” due to
the lack of emotional restraint and the musical range of highs and lows.
“Say Over” illustrates the speaker’s growing comfort and affirmation in contrast
to the mood of “Pardon.” The rocking rhythmic motives of the opening measures
resemble a cradle song, symbolic of peace and security. In the text, “say over again, and
yet once over again, that thou dost love me,” the speaker exhibits a constant need for
reassurance from their partner that is answered by the “cuckoo” call that repeats
throughout the song. The “cuckoo” call represents the speaker’s need for reassurance as
well as the beloved’s comforting presence. The melodic contour illustrates words such as
“hill” and “valley,” and these musical gestures reiterate the cuckoo song’s constancy;
whether in “valley” (lows) or “hill” (highs), the “cuckoo strain” will always accompany
the speaker, reflecting the idea of a faithful and comforting partnership. Harmonic shifts
aid the text, using bright, major tonal centers to display atmospheres of “fresh spring,”
bringing the speaker out of the mental darkness of “Pardon.” The accompaniment serves
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as their partner’s comfort and reassurance towards the speaker, emphasizing Hall’s
philosophy of the voice and piano being equal partners in conveying the emotional
complexities of the text.
“Thank You” encapsulates acceptance and commitment represented by the
chiming of the piano accompaniment in the opening measures that tonally creates solid
ground for which the speaker can declare their final thoughts. Rhythmic motives from
previous songs in the cycle symbolize the speaker’s experiences throughout their
relationship with their significant other. This final song exemplifies Hall’s goal of
portraying a complex, multifaceted romantic partnership by incorporating the full range
of emotions and harmonic colors from throughout the cycle. This interplay of positive
and negative moods along with the song’s emphasis on acceptance allows Hall to argue
her point that love is not homogenous (only happy or only sad), and that realistic human
relationships encounter both obstacles and moments of bliss that shape the bond through
shared experiences.
In an email to Juliana Hall, I asked what concept or mood she was trying to
convey with each song of the cycle. She responded:
There are several layers of emotion and text painting in these songs. The
overall moods are determined by the texts themselves, and the narrative
I've described [...] The only thing I might add is that love is a multidimensional experience; to be sure, there is wonder and ecstasy and a
unique sense of freedom and joy...but there is much else in the experience
of love, and in this cycle. I've chosen sonnets that explore a fuller range of
views about love and a fuller range of emotional states that we humans
experience as love envelops us. So many composers write songs and
cycles that focus either heavily or exclusively on the soaring poetic
"happy" love feelings we can enjoy at rare moments in our lives...but I
think it really deepens our understanding of this core human experience
when we look at all the other sensations and feelings that accompany the
"happy" feelings of love...and that may be part of what makes this cycle a
little less accessible than other works. It takes more serious listening and
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challenges the listener to take the "bad" with the "good" and understand
the truth that much in life is made not of those exceptional "highs" but of
the balance between the dark and the light. The concept or mood of the
cycle, then, is really...what is the full experience of love, and how do we
make love our own...even as we know that those we love most are flawed
beings just as we are, comprised of virtues and weaknesses too. 53
Hall here demonstrates that her intention with this cycle was to portray the totality
of positive and negative experiences within romantic relationships and not merely the
positive that she feels are overrepresented in songs about love—which aligns with the
findings of this text-painting analysis. She mentions that she specifically selected sonnets
to adapt for her cycle that would encapsulate multiple dimensions of love, and not
exclusively the amorous highs of “How Do I Love Thee?” Although Hall’s intention is to
breathe life into Barrett Browning’s words and center their emotional core, by curating
and interpreting the selected sonnets to portray love in its many forms, she creates a
narrative that is based on her personal experiences and perspective. Hall’s text painting
and compositional philosophy certainly accentuate the text, but the very act of selecting,
interpreting, and setting them to music fundamentally alters them beyond Barrett
Browning’s original intentions. In this way, Hall creates something that is true to an
interpretation of Barrett Browning’s emotional states and the sentimental contents of her
writing but is also distinctly mediated by Hall.
Just as lived experience and interpretation contribute to the complex shared
authorship between Hall and Barrett Browning, they also heavily alter how performers
and audiences will receive the cycle. For example, a performer who has experienced a
relationship like that musically described in this piece, full of emotions ranging from
doubt, passion, anxiety, adulation, inadequacy, and serenity, is going to interpret the work
53

Juliana Hall, e-mail message to composer, January 17, 2022.
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in relation to their own personal experiences. In contrast, a performer who, perhaps, has
never felt extreme negative feelings such as inadequacy and anxiety within a relationship
is likely to interpret the piece differently. Similarly, an audience member who has shared
the experiences illustrated in the music is going to react to the performance differently
than an audience member who has not. Hall believes the cycle’s complex philosophy
towards the joys of love but also its struggles and its correlating reliance on audience’s
and performer’s lived experience of love may be the reason this cycle has not been
performed or studied as often as some of her other works.
To elaborate on the lived experience of performing How Do I Love Thee?, in the
spring of 2021 I began rehearsing the cycle for this document’s lecture recital. I found
that Hall’s use of text painting aided my understanding of the cycle and the way I
approached the music while learning it with my collaborative artist. I and my
accompanist focus on Hall’s integration of the piano and vocal lines as equal partners
who must work in tandem to emphasize the relationship between the lovers.
Understanding the emotional text painting allowed us to find the proper timbres, rubato,
spacing, and weight between the piano and voice for each emotional portrayal within the
cycle, lending more authenticity to our performance. We found that each song in the
cycle had unique challenges and required different approaches based on how well we
resonated with the emotional context of the song, the syntax of the language, and Hall’s
compositional devices. I found that the cycle felt easy to sing, and the words and range of
the songs were placed exactly where they needed to be, just as Hall intentioned.
In “Unlike,” understanding Hall’s intervallic relationships within the piano
accompaniment and vocal melody being representative of the lovers and their guardian
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angels enabled us to establish a symbiotic relationship between the signified characters
and the musical gestures. We found it valuable to understand which characters were
being represented at which points within the song to portray the proper sentiments and
attitudes. We worked to analyze how the piano and vocal lines weaved to create the
characters’ conversations and to achieve the right atmospheric color. Almost
paradoxically, for a song that depicts disconnection between two agents, we discovered
the vocalist and pianist require extreme coordination when performing this piece to
properly achieve the disjunct atmosphere.
When rehearsing “How Do I Love Thee?,” my collaborative artist and I needed
warmth and synchronization of rubato to aid the song’s text painting. For my pianist,
significance was placed on the “heartbeat” motive and its variations, changing texture as
the text and music demanded. I was able to emphasize musical elements of Hall’s text
painting or create musical space when needed. Some examples of these musical moments
include: “I love thee to the depth and breadth and height” and “with the passion put to
use.” Here, my emphasis on words such as “depth,” “breadth,” “height,” and “passion”
highlighted Hall’s use of text painting. This song required more rubato than others,
juxtaposed with the steady heartbeat motive that permeates the piano line, therefore again
requiring an interdependent relationship between piano and voice.
In my experience, “Pardon” required the most independence of the vocal line, as
the piano rarely doubles or “coordinates” with the voice. In this song, the piano
accompaniment primarily indicates atmospheric elements for the voice to soar over.
While the piano and vocal lines serve more independent functions in this song, we felt the
singer and accompanist must still rehearse this piece diligently to remain unified
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throughout the song. This, in my opinion, was the most difficult piece to coordinate
between singer and accompanist, and I had to understand the natural inflection of the text
and Hall’s setting of the syntax to “feel” the words as an independent, yet equal, partner
with the piano accompaniment.
Rehearsing and performing “Say Over” was similar to “Unlike” in that it was
imperative to understand how the vocal line and piano accompaniment intertwined to
create the intimate “conversation” between the couple. In this song, the repetitive
rhythmic motives are symbolic of the speaker’s constant need for reassurance as well as
their partner’s constant offering of reassurance. We worked to achieve the necessary
timbre that shifted at “amidst the darkness greeted,” which takes on a darker harmonic
color and requires a heavier atmosphere than the beginning of the song. Again, the
combinations of the rhythmic motives underpin the longer, lyrical vocal lines. Together,
we worked to emphasize the “cuckoo” motive that appears in both voices and serves as
the anchor that connects the speaker and their significant other.
The final song in the cycle, “Thank You,” incorporates musical elements found in
the other songs. From a learning standpoint, being able to identify these moments within
the song made it easier for us to coordinate on previously used material and direct our
focus to the new musical devices that Hall implemented. An example of the text painting
in this song that drew our attention was the “walking” music under the text, “ere they
went onward, each one to the marts.” The accompaniment requires the pianist to play in a
“detached” style to indicate walking onward and paints the atmosphere of this text. In
addition, the bell tones in the piano accompaniment needed a certain length and weight to
create the pensive and loving atmosphere of the song. As in “How Do I Love Thee?,” this
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song required rubato in the elongation or tempo fluctuation of the text’s emotional
content. We worked to observe instances of literal text painting, musical gestures, and
onomatopoeic effects that this song implements, such as emphasizing the gestures Hall
employs on words like “smiles,” “tears,” “death,” and “rolls.”
This cycle works as a balancing act between the piano accompaniment and vocal
line, and in that sense symbolizes the balance required in a healthy, romantic relationship.
The cycle requires a mutual understanding between the piano and voice of the emotions,
atmosphere, rubato, tempo, and elements of text painting in order to perform as a
coordinated, cooperative unit. As in a romantic relationship, the two voices must
communicate their needs to each other and recognize when to “give” and when to “take”
in terms of rubato to balance the atmospheric effects of light, in terms of romantic
adulation, and the dark, in terms of anxieties and fears.
Hall’s cycle accentuates this balance between “lightness” and “darkness” through
text painting, which illuminates the point that human relationships are complex, have
emotional highs and lows, and are entered into by individuals who are flawed. Hall
displays this balance musically through rhythmic motives, melodic contour, intervallic
relationships, and a colorful harmonic palate to emphasize the emotional narrative of the
cycle. This analysis of Hall’s use of text painting to convey the complexity of human
relationships can assist singers and pianists in expressing the emotional content of the
work when performing and can aid scholars by building understanding of how intentional
musical constructions can depict atmosphere and imagery to portray emotions and
attitudes.
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